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Arché, „beginning, starting point, principle, ultimate underlying substance, ultimate 
undemonstrable principle”!, equivalent to what Anaximander” called apeiron, the unlimited, and 
duplicated in the Atomist and Pythagorean versions of the problem of principles (archai) of 
physical bodies as „contrary powers, some of which can act, while others can be acted upon”, is 
also used as an explanatory concept for the archaic societies, in which the ,,mythical prototypes” are 
„repeated because they were consecrated ab origine by gods, ancestors, or heroes”, through a 


„conscious repetition of given paradigmatic gestures”, where „reality is a function of the imitation 


'Francis E. Peters, Termenii filozofiei grecesti (Greek Philosophical Terms), Editura Humanitas, Bucuresti, 2007, p. 49. 
2 610 B.C. - 546 B.C., Milet School representative. 
? Francis E. Peters, op.cit., pp. 50-51. 
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of a celestial archetype”. Thus, as Mircea Eliade explains, the ,,revolt against concrete, historical 
time, and a nostalgia for a periodical return to the mythical time of the beginning of things” enable 
the symbol, the myth’, the rite to express, „through the means proper to them”, „a complex system 
of coherent affirmations about the ultimate reality of things.” 

The primary meaning of archetypes is that of „primitive models (in Plato’s philosophy)”, or 
of „archaic images from the common heritage of mankind (in the psychoanalysts' conception’), 
including the idea that all beings and things are copies of celestial archetypal models.” 

Finally, to conclude these succinct explanations of the concept, we remind Corneliu Dan 
Georgescu’s words: ,,music can be considered as a universal language only on an archetypal level". 

It is from this perspective that we attempt to approach the compositional and musicological 
itinerary of the personality celebrated this year by the academic conclave of Cluj: Vasile Herman. 

„Whenever they would embark upon an empirical or imaginary voyage to the frozen North, 
fabulous Indies or Saharan Africa, the ancient and medieval man would focus their exploration less 
on an external geography, than on the gallery of images and symbols in their own unconscious”. 
Similarly to the ,,psychohistory” or ,,psychogeography” exposed by Corin Braga”, music seems to 
have the same destiny when searching for its sources and resources in the ancestral folklore. 

Extending in time from the year of composition of the triptych Viersuri de dor (Verses of 
Longing) (1970) to the creation date of a piece which is about to be performed in absolute first 
audition, Chaconne (2007 according to the Maestro, and 4 years earlier, according to the score), the 
period under survey is representative for composer and musicologist Vasile Herman. We have 
focused our attention on aspects related to the correspondence between the maestro’s theoretical 
writings and the aesthetic reality of his compositional activity. His doctoral years (1969-1973) were 
materialized in an exceptional volume of musicology, Formă si stil in noua creație muzicală 
românească (Form and Style in the New Contemporary Romanian Music), later nuanced through 
fundamental theoretical contributions. 

Concerned with ,,the relationship between the totality of form, the sonorous pattern and its 
component elements”, Vasile Herman wrote: ,,there are [in music] two main coordinates which 
eventually determine its form: a so-called macrostructure, referring to the morphological elements, 


to the parts of the form (and to form [...] in its entirety) and, on the other hand, the so-called 


! Mircea Eliade, Mitul eternei reîntoarceri (Arhetipuri si repetare) (The Myth of the Eternal Return) (Archetypes and 
Repetition), Editura Univers Enciclopedic, Bucuresti, 1999, pp.7-13. 

? The myths are defined by Tudor Vianu as „values comprised by representation, i.e. images coadapted to the structure 
of value” (Studii de filozofia culturii, Editura Eminescu, Bucuresti, 1982, p. 40). 

? Ibidem. 

4 Primordial images”, „collective representations”, „archaic residues”, as Carl Gustav Jung calls them. 

° Victor Kernbach, Miturile esențiale (The Essential Myths), Editura Stiintificà si Enciclopedică, Bucuresti, 1978, p. 
217. 

° Corin Braga, De la arhetip la anarhetip (From Archetype to Anarchetype), Editura Polirom, Iasi, 2006. 
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microstructure, referring to the smallest motivic connections between the components of the 
pattern. The issue of the relationship, of the balance or unbalance between these two basic 
coordinates of form are, in the last analysis, a matter of style.” 

Quoting Roman Vlad’s assertion that „in certain contemporary works, structural variation 
appears as an essential working method” whereas ,,form, as a whole, will be ‘placed in equation’ 
with its intimate cellular structure”, the composer considers that autochthonous music after 1950 
„falls within four large categories in terms of the relationship between form and structure: 

1. Works of an obvious thematic nature, written in clear traditional forms, where 

microstructure is plainly subordinated to morphology and to the form scheme. 

2. Similarly structured pieces in which a construction emerges tending to raise 

microstructure to a higher rank. 

3. Compositions in which microstructure and the variational-structural element play a 

leading role, without forgoing altogether the thematic aspects and traditional patterns (or 

derivatives thereof) of the forms. 

4. New athematic or quasi-athematic forms, in which microstructure becomes preponderant, 

subordinating form and reducing it to a method of continuous development and structural 

variation.” 

The author’s concern with what he calls the „extant relationship between structure, 
morphology and form” has led him to the conceptual delimitation between ,,form-style, form- 
pattern and form-means of expression”. 

Hence the taxonomic intentions regarding the ways to “harness the hidden latencies of 
traditional singing” in art music, that he conceptually defines and creatively applies as a manifest 
and justified accession to the archetypal stratum of the Romanian music. 

Vasile Herman analytically identifies the ,,specific methods of penetration of the modal into 
the constitution of music (with serial organization)”: 

a) „penetration of modal formulas in the structure of the series” (,,formulas [...] which by 

juxtaposition form a series”); 

b) ,,continuous variation” which ,,generates new, derived melodic profiles”; 

c) „harmonic superpositions, fragments of series or integral series”, which „generate [...] 

vertical complexes akin to those in folk harmony” (,,fourth/fifth or third/fourth chords, 


superposed fourths or fifths”), „much more adequate for the modal spirit than the classic 


' Vasile Herman, Raportul dintre forma si structură in noua creație muzicală românească (The Relationship between 
Form and Structure in New Romanian Musical Creation), in: ,,Lucrari de muzicologie” vol. III, Conservatorul de 
Muzica ,,Gh. Dima, Cluj-Napoca”, 1967, p. 43. 

? Ibidem, p. 44. 

°? Ibidem, p. 45. 

* Ibidem, p. 54. 
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tritone” („specific chords reminding of the harmonies of a folk dance (fiiturd) and ensemble 

(taraf)”); 

d) ,,creation of totally chromatic modes” (,,the scale profile of certain series creates 

dodecachords”’). : 

The most famous of Vasile Herman’s choral works is the triptych for mixed choir entitled 
Viersuri de dor (Verses of Longing) (1971, absolute premiere in Cluj, on October 5, 1971). The 


parts of the work are: 


1. „Dor ti-a fi” 


Vai! Bàdicà dor ti-a fi / N-am cu cine te vesti / Doar pe lund, voie bund / Si pe stele (stele) multă jele / Si pe 
vant cdte-un cuvânt / Vai! Bàdicà dor ti-a fi! 


4 7 Dor tia fi 
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Written in a lyrical, elegiac style, the first piece of the cycle displays a ,, combination of 
sounds sung in approximate intonation” and others ,,precisely determined’, consistent with the 
typology described by Lucian Blaga: „In the Romanian folk song, i.e. in the lyrical songs (doine), 
dance songs and laments (bocete), the sonorous substance consists mostly of intermediate, 


; x i . 4 
imprecise tones, with sustained nuances of the soul’s states.” 


The typically vocal declamation is 
mixed with quasi-instrumental tremolo effects. The lively rhythm follows the words, it substitutes 
itself to the melody in the ,,elastic” metric of the alternating time signatures, while fluency is broken 


by the frequent wreaths, moments of reflection. 


' Vasile Herman, Formă si stil in noua creație muzicală românească, Editura Muzicală, Bucuresti, 1977, p.105 (the 
fragments inserted between brackets are from the Ph.D. thesis abstract.). 

?a work included in the repertoire of Cappella Transylvanica, conducted by Dorin Pop and, later, in the programmes of 
Antifonia, conducted by Constantin Rîpà. 

? Doru Popovici, “Simfonia” (The Symphony) by Remus Georgescu, “Viersuri de dor” (Verses of Longing) by Vasile 
Herman, “Suplex Libellus Valachorum” by Cornel Tàranu, in the ,,Muzica” journal, No. 6, 1972. 

4 Lucian Blaga, Trilogia Culturii (Orizont si stil, Spatiul mioritic, Geneza metaforei si sensul culturii) (The Trilogy of 
Culture (Horizon and Style, The Mioritic Space, The Genesis of Metaphor and the Meaning of Culture), Editura pentru 
Literatura Universala, Bucuresti, 1969, p. 218. 
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Starting with the 20th bar, voices appear in divisi parts (7 voices), the last section underlines 
the text, the voices are treated as percussion to produce the effects required by the text ($i pe vant 


cate-un cuvént), and the end is a hyperbole of the beginning - Vai! Badica dor fi-a fi!. 


2. „Dor departe...” 


„Drumul sună / Dor s-adună / Vântul bate / Dor departe...” 


_^ 2. Dor departe — 


Fonzi mist xa 


A 
Kuas lence, malineo nico 


penna "=_= 
= c_rPrgr—o 
Pr — , omu suena, Dor nb 
t 
Ion eaaa = 
I an i —— = 2 = = 
Mm ` l Dural Suna, dov 5-2- du- rà 


This is the only part where senza misura begins on a vocalized tritone structure. Agitato 
creates the impression of a bass/soprano dialogue (Presto) illustrating the poetic idea (Vântul bate), 
but, eventually, everything ends as it began: in Lento — perdendosi, with the tritone structure leaving 
the place to a cluster for tenor, alto and soprano, in divisi, thus fulfilling the meaning defined by 
Blaga: ,,the longing (doru/) is not sung for the sake of the object it is directed to (lover, home, 


family, landscape); it is sung for its own sake, as an almost objectless feeling.” 


3. „Cine crede dorului” 


„Cine crede dorului / Are casa cucului / Si odihna vantului”... 


hm YE cA - IR mea 4 S o-dihna 


! Ibidem, p. 219. 
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The lyrical theme of the alto singers (Cine crede dorului), freely imitated by the tenor, 
illustrates the „balance between cellular-figural and incipient motivic” that the composer refers to in 
his studies, but the pedal on A in the bass continues with a cluster in divisi for the other voices (Are 
casa cucului). The dialogue between alto/tenor and bass/soprano (Si odihna vântului) is interrupted 
by polyphonic moments with a silent choir effect, a metaphor of the alphorn (tu/nic) in severe 
imitation, turned into aleatoric oscillations, with the invocation of the wind moving from Presto 
feroce in ff (bar 11) — Calmo (bar 12) and sempre accelerando (bar 18) to final perdendosi (bar 22). 

Noting that with Enescu ,,there took place a gradual return to the cellular-variational 
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structuring of the Romanian creation”, to the ,,autochthonous folklore heritage”, Vasile Herman 
insists on the ,,method of continuous cellular variation”, viewed as ,,reiteration, at a different scale 
and with other much more advanced and distinct means, of the primal, ancestral way of thinking 
music”, an ,,arch over time” which ,,closes the circuit of cellular development.” 

Romeo Ghircoiasiu, member of the Ph.D. board of examiners and assessor of Vasile 
Herman’s thesis entitled Forma si stil in noua creație muzicală românească (Form and Style in the 
New Romanian Musical Creation), notes that the investigations conducted by the author ,,focus 
more on the analysis of the methods of creation and less on the analysis of the works”, whereas ,,the 
analysis no longer appears as a particular moment of a theoretical system, but as a justification of a 
theory.” And indeed, in the thesis, now a bibliographic landmark in the field of musicology, the 
author notes: ,,the question of repetition as a method of variation of a particular melodic cell is 
raised with increased subtlety in the works where it is associated with transposition methods, with 
subtle changes of rhythm — mostly by augmentation, diminution etc. — and with timbral variation 
within the orchestra.” The analytical conclusions are hence turned into a guide of compositional 
styles: ,,quotation-formula, dissociated into smaller segments” (motivic fragments treated at cellular 
level), included in an ample ,,symphonic invention”; ,,the handling of the series-segments through: 
diminutions, rhythmic variations or augmentations, transpositions, inversions, recurrences, section 
fragmentations, canons, stretti, sound pedalizations, ostinato segments bearing resemblance to 
passacaglia, intrusion of chromatic sounds with coloristic effects”, all these become the ,,arsenal of 
serial music” (in Octavian Nemescu’s works); ,,determined and undetermined sounds”, with 
„rhythmic liberties (long sounds) and passages that cannot be confined within a bar” (characteristic 
of Cornel Taranu’s compositions); ,,texturizing the discourse” in ,,repetitive musics” (in Mihai 
Moldovan); ,,cyclical thinking” and ,,continuous variation”, ,,structural isomorphism” (in Sigismund 


Toduta’s works); ,,variation through mathematical calculation of pre-existing structures or of 


' Vasile Herman, Procedee ale dezvoltării structurale in muzica românească contemporană (Methods of Structural 
Development in Romanian Contemporary Music), in: „Lucrări de muzicologie” vol. XXI, Academia de Muzica ,,Gh. 
Dima” Cluj-Napoca, 1991, p. 42. 

* Ibidem, p. 43. 
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structures derived from proportions existing in nature, architectonic constructions or works of art” 
(as in Stefan Niculescu’s works). 

Vasile Herman emphasizes two chief characteristics of Romanian contemporary music, i.e. 
compensation” and ,,affirmation”, the former derived from the ,,forms of culture emerged in the 
European art of the times” which were then ,,tailored to suit the autochtonous sensibility and 
realities”, while the latter arose from ,,the integration within cultured forms” of the folkloric 
elements, which, according to the Maestro, places our sensibility ,,among the world’s art 


treasures.” 


The connection to the folklore tradition becomes a „unifying stylistic feature’, while 
the ,,improvisational traditions of the autochthonous folklore” provide the ,,foundation for the open 
or aleatoric forms in art music”, which ,,reinstates the link between sonorous art and ancestral 
practices”.* 

The conclusions of the thesis are apodictic: the Romanian creation has reached the level of 


its „ultimate maturity” 


and „the contemporary methods of approach are associated with the 
folkloric practices in the most adequate way.” 

Vasile Herman’s interest in autochthonous folkore was beyond his interest in the 
composition techniques used in Romanian contemporary music, as proven in his two studies, 
entitled Formă si structură în Folclorul Muzical Românesc (Form and Structure in the Romanian 
Musical Folklore)°, dated December 12, 1998, and, respectively, Vechime si identitate in muzica 
tradițională românească (Oldness and Identity in Romanian Traditional Music), written in 2007, 
both bearing the subtitle Preliminarii la o estetică a muzicii populare româneşti (Preliminaries to 
an Aesthetics of Romanian Folk Music). 

Interpreted from a different perspective than that of traditional ethnomusicology, the folklore 
is studied in terms of the ,,structure-morphology-form relationship”. Starting from the conviction 
that „the organization of the structure influences the morphology and form of a folk song”, the 
author identifies "three possible ways of formal organization”: 

1. „Figural-cellular preponderance” (leading to „a developmental type of discourse, based on 

a continuous melodic and rhythmic variation that avoids structural symmetries”, generating 


an „arched melodic line”); 


' Ibidem, pp. 45-53. 

? Vasile Herman, Formă si stil in noua creație muzicală românească, qtd. ed., pp. 29-30. 

? Ibidem, p. 158. 

4 Vasile Herman, Ph.D. Thesis Abstract. 

° which led musicologist Octavian Lazăr Cosma, he too a member of the Ph.D. examination board, to remark: „the 
wording in the title: ‘ultimate maturity’ [...] seems inappropriate, to say the least, considering the insistent quests and 
the rapid changes of stylistic techniques.” 

° published by Editura MediaMusica, Cluj-Napoca. 
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2.,,;Motivic preponderance (which creates „morphological structures with symmetries 
derived from cadences and caesuras”, generating ,,the strophic form based on the periodicity 
of structure”, in ,,strophic pieces, with refrain or for dances”); 

3. „Interference between figure and motif (in the actual song)”. 


Thus, in the Romanian folklore, the „swing between cellular-figural and incipient motivic 


seems to be a constant”, and the autochthonous art music can draw some important conclusions 
regarding the typology of the discourse it promotes, by relating it to the fundamental structures of 
the folk song”. This ,,directs the compositional process in a certain way, avoiding the Neoclassical 
and Neo-Baroque features”, whereas „an unconventional conduct of the melody or of the 
polyphonic structures in a contemporary piece will request the attentive study of the primordial 
structures of folk singing”.” 

The foremost feature of Romanian music is its ,,ancestral character, whether latent, or 
expressed with deliberate clarity”, for, according to the characteristics granting it its value, i.e. 
oldness and identity, „our music embodies the echoes of an archaic world, preserved almost intact, 
or whose sonorities make direct or latent references to the world of the ancient traditional song.” 

In his report on Vasile Herman’s Ph.D. thesis, Sigismund Toduta remarked ,,the approach of 
creation using the 12 tone compositional style”, ,,the path followed from the discernment of the 
structural organization to the polyphony arising from the dialogue of the sonorous masses”, ,,the 
ability to highlight the presence of the mathematical logic symbols”, ,,the identification [...] of the 
various aspects related to ‘organization’”, which meant, in Maestro’s opinion, „researching the very 


nature of the ‘first-order factor in the stylistic-formal appreciation' of the contemporary music 


creation”, 

An alternative to the archaic foundations of folk creation is the recourse to the art music 
forms and genres, which prove not only ,,the great anthropological unity of homo archetypus” as 
Gilbert Durand defined it, but also the interpretation of the concept of ,,archetypal music” as 
pleonastic, for, as Corneliu Dan Georgescu noted, ,,music can be nothing but archetypal”. And there 
are many such examples in Vasile Herman’s creation: Sonata da ricercar pentru pian (Sonata da 


ricercar for Piano) ( (1958, a.p. 13 May 1963), Sonatà-baladà pentru oboi si pian (Sonata-Ballad 


! Vasile Herman, Formă si structură în Folclorul Muzical Românesc (Preliminarii la o estetică a muzicii populare 
romdnesti) (Form and Structure in Romanian Musical Folklore (Preliminaries to an Aesthetics of Romanian Folk 
Music)) Editura MediaMusica, Cluj-Napoca, f.a., p. 4. 

> Ibidem, pp. 30-31. The author details: „in order to „harness the hidden latencies of folklore” (of „traditional singing”), 
the composer will resort to: ,,heterophony, non-imitative polyphony, structural polyphony, ostinato variants or 
combinations thereof”. „The fugue forms or other forms of the same type [...] are more related to the retrieval or 
compensation, as compositional method, of some traditional techniques that were initially missing in certain national 
schools.” 

? Vasile Herman, Vechime si identitate in muzica tradițională românească (Preliminarii 2 la o estetică a folclorului 
muzical românesc) (Oldness and Identity in Romanian Traditional Music (Preliminaries to an Aesthetics of Romanian 
Folk Music) , Cluj-Napoca, 2007. 
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for Oboe and Piano)(1961), Partita pentru pian (Partita for Piano) (1961, Radio a.p.: Nov. 1968), 
Polifonie pentru 7 grupe instrumentale (Polyphony for 7 Instrumental Groups) (1969), Paleomusica 
(1980), cantata for baritone, mixed choir, winds, piano and percussion, verses by Neagoe Basarab 
(a.p. Cluj, 24 November 1980, the orchestra and choir of the Conservatory, conductor - Constantin 
Ripa), Cantus gemellus pentru violoncel si clarinet ( Cantus Gemellus for Cello and Clarinet) 
(1994). 

Vasile Herman recreates the primal, ancestral manner of thinking music in his new work, 
Ciaccona Per Clarinetto, Violoncello e percussione (2003)', performed in absolute first audition at 
the 2009 edition of the „Cluj Modern” Festival, without resorting to quotations, on an original 
theme in continuous figural variation and with free invention formulas. The simultaneous 
appearance, though different in rhythmic forms, of the melodic theme in the cello and clarinet, 
enabled a differentiation, in analytical terms, of a Tema passacaglia (Tpas.), with an even, 
descending rhythmic profile, of a Tema chaconne (Tch.), inspired by the sounds in the theme’s head 
C-H-(As) and of a rhythmic theme (Tr.), taken from Tch. 

The bass theme (cello) reminds of the profile and symmetry of Bach's Passacaglia for 
organ, 


Ex. 1. 


CIACCONA 


Andante 


Cinico (IE 
© bacch. mole pi "e 
È A 
‘am-tam Hie P ir 
Tam-t É te —— if 


t pizz. r i z 
Violoncelo (F CEFE Ris, 3 si 


' Orchestra: Clarinetto in B, Percussione: Vibrafono, 3 Gonghi, 3 P-tti sosp., 1 T-tam, 1 Gr. Cassa (col ped.), Sonagli, 3 
Legni, 3 B-gos (1 sonatore), Bacch: normale, mole, di legno, Violoncello. 
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or, why not, of the grandeur of the final movement of Brahms’ Symphony No.4, or of Sigismund 


Toduta’s Symphony No. 3. 


The theme appears in all the voices, even in the percussion instruments, through the 


rhythmic profile taken from the clarinet. The instruments are treated equally, each having thematic 


interventions, whereas in cadence they play solo, personalized parts. 


The baroque spirit is invoked not only through the topic of the theme, but also through the 


use of stylemes: latent polyphony, 
Ex.2a. 


Cl. 


Vibr. 


5 — = == r. 
Dm bitten 10 
ci. | ye ee SSSSSSSS525==S-: a 


f) 3 3 zs 3 5 È DI 
= Tape = == BESSER a 
‘ 7 ere; 2 <i Sar ae wv) Fs if Ei Ga 


E x 7 = = 
(pizz.) Te arco] 
v-el. [Obs bar dee, a == == E =p 


stretto, 
Ex.2b. 
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choral writing: 
Ex.2c. 


2 Coral - Allegretto 
ord. 


—3— 37 8, d mim TEET, pri i A . 


1) 

AoE n 

He e H aa O = 
FE wi 


cl. 


The architectonics of the piece exhibits a tri-strophic symmetry: var. 1-5 — polyphonic, 6-8 — 
improvisatory and 9-13 — polyphonic. The tempo evolution follows a similar course: Andante in the 
beginning, then the pulse of the variations is accelerated to Allegro in var. 7, 


Ex.3. 


[6] Libero - quasi cadenza tacet 


Z [7] Allegro - senza misura 
A 


L» 
sip, = dt ana. d'bb';. 


ci = == 
=F 
bacch. di legno 
> 


to finally return to Tempo I in var. 11, while the finale (the last two bars in var. 12 and 13) 


decelerates to Adagio, followed also by a decrease in dynamics to pp. 
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Tempo of Clarinetto | Percussione | Violoncello Notes 
variations in B 
Theme | Andante 5/4 mf Tch. Rhythm.T Tpas. Imitative Polyphony 
vic. — cl. — Tam- 
tam 
1 Andante 5/4 mf Inv. Tch. Cpt. Cpt. Inverted theme in 
CL 
2 Andante 5/4 mf Tch. var.1 Cpt. Tch. Imitative 
Desc. Polyphony 
vic. — cl. 
3 Capriccioso -poco | Tpas., fig. Cpt. Cpt. Latent polyphony 
rubato 4/4 mf — 2 voices in Cl. 
Latent 
polyphony 
4 Tempo I 10/4 mf | Tch. var.2 Cpt. Tch. Imitative 
Asc. Polyphony 
vic. — cl. 
5 Tempo I 4/4 f Tch Cpt. Cpt. cl. prefig. Dies irae 
double transp. 5 Vibraphone (9) 
6 Libero — quasi Tacet Tacet Ti. Vic. improvisation 
cadenza f 
7 Allegro — senza Tch. Ti. Tstr Percussion 
misura 7M improvisation, Tch 
molto agitato ff without rhythm in 
cl. 
8 un poco libero f Ti. Tremolo tacet Cl. improvisation 
9 Maestoso 12/4f | Tch. Tstr Tpas. Climax! 
Tempo I 7M Recapitulation 
(Andante) 
misterioso 4/4 p 
10 Choral — 12/4 mf | Tch8 Tremolo Tpas. Change of register 
Allegretto in cl. 
Libero 
11 Tempo I 11/4 mf | Tpas Rhythmic Tpas. cl. — vlc. 
Amplo Tch Imitation 
Gonghi, 
P-tti, 
Legni 
B-gos 
12 Calmando 4/4 p Tch. Tremolo Tcap Superposed T in cl. 
Libero(Adagio) and vlc. 
13 Adagio 4/4 p Tch. Tr. Tpas. Stretto: P-tti, vle., 


cl. 
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The finale is identical with the beginning: a recollection of the theme in the original 
instrumental setting (clarinet, Tam-tam, violoncello) 


Ex. 4. 


DA 13) Adagio i 
non vibr. 


a, = — Sane = “== 
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| bacch. mole 
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o NE = 
P-tti a E T s— pe Z g—\+|-2 kyè | 
2 |\\-ei z ooe e `o oe a a 
P —f LT — — —- — e 
8 | 
pizz. 3 | 37-87-87 pome 
a be “te Se E a 


r bo * =—m 
A 
non vibr. 
P iaa | 
~ — + T A — — A 
cl. | i i = = 
dv === 
| | | 
| i | | 
T-tam [us — Ict A pria | 
( p | | | 
pizz.) | a | pi | 
be = F = 
< x Fine 
P Cluj Napoca, 19 V 2003 


The incipit on the C string of the cello, perhaps a homage metaphor for Bach’s Passacaglia, 
is complementary to the direction given by the last sounds of the piece, where the gradually 
descending line (a passus duriusculus?) suggests a plausible encoding, in the virtual finalis on D 
(replaced by the leading tone), of the nostalgic memento leading to the last ,,unison” of the 
Chaconne from the Partita in D minor. Thus, the pattern could be renamed, also according to Louis 
Couperin, as Chaconne en Passacaille, mixed form, mentioned by Vasile Herman himself in one of 


the musicology volumes to which he made an essential contribution. ' 


! Sigismund Todutà, in collaboration with Vasile Herman, Formele muzicale ale Barocului in operele lui J.S. Bach, vol 
Ill, Variatiunea, Rondoul (Musical Forms of the Baroque in Bach’s Works, vol.3, Variation, Rondo), Editura Muzicală, 
Bucuresti, 1978. 
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